situation the Bayreuth Circle (as it has become known) sought a redeeming figure, a kind of "Lohengrin." 3 What then transpired had much to do with two British-born inlaws of the Wagner clan. Houston Stewart Chamberlain, author of the best-selling book Die Grundlagen des neunzehnten Jahrhunderts (The Foundations of the Nineteenth Century), married Wagner's daughter Eva. Chamberlain lived long enough to hail Adolf Hitler at the Villa Wahnfried in 1923, and wished to recognize in him the rescuer of Germany following the defeat in World War I. Winifred Williams, an English orphan who had been adopted by the aging pianist Karl Klindworth and his wife in Berlin, became Siegfried Wagner's wife in 1915. She observed the aborted Munich Putsch in November 1923, and remained closely bound by friendship to Hitler. Even after World War II and to the end of her life she gave expression to her admiration for the Führer.
A well-known picture shows Hitler in the crowd at the Odeonsplatz in Munich in 1914, when the war began. More recently, the authenticity of this famous image has been called into question as possibly a product of Nazi propaganda. 4 What was the situation in Wagner reception at Munich in 1933, immediately after Hitler's rise to power? For many years Wagner's legacy had been an object of dispute, but by this time it had become clear which side had won: the Germanic nationalist claim led into the so-called National Socialist agenda, in many essential respects already before 1933, if we take into account the political convictions of many contemporary participants, including the best-known university teacher and author who occupied himself during the 1920s and 30s with Wagner, Alfred Lorenz.
Sources concerning Alfred Lorenz
The documentary material about Lorenz that I present here is based in part on sources held at the university archives in Munich/Freimann, where I conducted research. 5 These files are rich and detailed, since Lorenz came to his university position at a mature age and he repeatedly strove to improve his conditions or prolong his teaching activity. There are consequently several versions of his CV held in the archives as well as extensive correspondence with the university administration. Following his second dissertation (Habilitation) completed at the Institute of Musicology at the Ludwig Maximilian University in 1926, Lorenz became an honorary professor, and he continued to teach until his final illness in 1938, when he was 70 years old. He died in 1939 at about the time the war began. Alfred Lorenz was born on July 11, 1868 in Vienna, where his father, the historian Ottokar Lorenz, was professor at the University of Vienna. As a young man, Alfred Lorenz studied conducting and musicology in Berlin. From 1888 until 1890 he was head of the Academic Wagner Association in Berlin, and held lectures for that organization. In 1898 he became second conductor and in 1904 first conductor in service of Duke Alfred of Saxony-Coburg-Gotha. His repertoire centered on the works of Wagner as well as the operas and tone poems of Richard Strauss. Lorenz remained the General Music Director of the Theater at Coburg-Gotha until 1920.
Here is a photograph of Alfred Lorenz from his Coburg period (Plate 1). The second image shows Lorenz during his time in Munich when he taught at the Institute of Musicology (Plate 2).
convey an unambiguous picture of his ideological orientation. Lorenz stressed during the 1930s that already from before the beginning of the first World War he had been a member of the "German Union" (Deutschbund), an association that "already then promoted racial purity." On a form dated August 9, 1935 Lorenz attested his membership in the Deutschbund, which he described as a "thoroughly anti-Semitic organization" ("durchaus antisemitischer Verein"). Shortly before, on July 4, 1935, Lorenz wrote as follows to the Rektor of the university (Plate 3): Lorenz indicated as well that his son participated in the march to the Feldherrnhalle ["Field Marshal's Hall"] during the attempted Hitler Putsch in 1923. According to the files, Lorenz was the only professor at the university who belonged to the Nazi party before Hitler's rise to power.
Especially detailed is a communication from Lorenz to the dean of the Philosophical Faculty of the university from the beginning of 1939. Lorenz describes here how he took up his musicological studies in Munich beginning in 1920 and how he became at that time a "rapt follower" ("glühender Anhänger") of Hitler:
I took up again the musicological studies from my youth when I came to Munich, where I immediately began to attend the first Hitler gatherings and became his enthusiastic follower. It was the same with my family members, who followed me a year later, once I had succeeding in finding an apartment. The connection with the party was followed in accordance with National Socialist doctrine, whereby the future belongs to the youth; hence my son with my support immediately became a party member, and with my blessing he joined the march to the Feldherrnhalle. After circumstances were more settled (during the time of inflation we barely got by) we parents registered with the party in the middle of 1931 and received on 1 December the party books … In 1934 through the government cultural program ("Reichskulturbietung") a series of radio broadcasts were given about Richard Wagner, as part of which a major lecture of mine was broadcast from Breslau about "The Form of Wagner's Music Dramas." I gave a similar lecture on 29 October 1934 in Coburg. In addition, all of my other lectures (Würzburg, Vienna, Zürich, Basel, Bern, Stuttgart, Heidelberg, Mannheim, Karlsruhe, Leipzig, Köln, Berlin, Zwickau and Munich, courses abroad, etc. -) were given completely in service of the cultural perspective of National Socialism. 9 Lorenz stresses how his activities as lecturer and teacher were committed to the cause of a National Socialist cultural perspective. His essays were by no means confined to the sphere of formal analysis of music. In 1933, he published an article in the Nazi journal Deutsches Wesen (German Essence) on "Richard Wagner's 'Parsifal' and National Socialism," and the articles of his later years carry such titles as "Musicology and Genealogical Research," "Musicology and the Jewish Question," "Musicology and Inherited Biology," as well as "Music Greets the Führer!" Lorenz's words "Wagner wishes" are highly questionable; he even inserts a footnote to Wagner's essay "Religion und Kunst," to a passage that does not support his racist interpretation. For Lorenz, the theme of compassion (Mitleid) scarcely exists, but this idea is deeply embedded in Wagner's drama, as for instance in the Grail's prophecy of "Knowing through compassion, the pure fool," foreshadowing Parsifal's role. The thesis that Lorenz attributes to Wagner is undermined by the circumstance that Parsifal, differently than Amfortas, does not use the spear aggressively as a weapon, but instead as an instrument of healing. Noteworthy in this connection is that the Nazi ideologue Alfred Rosenberg, who was sentenced to death at the Nuremberg trials on account of crimes against humanity, held a different opinion than Lorenz: he found Wagner's Parsifal incompatible with National Socialist ideology, regarding the work as "a church-influenced enfeeblement in favor of the value of renunciation." Lorenz's interpretation of the raised spear even seems reminiscent of the Wewelsburg project near Paderborn of the megalomaniac Heinrich Himmler, the Reichsführer of the Schutzstaffel (SS)-the most ideologically indoctrinated branch of the Nazi military responsible for many of the most terrible crimes against humanity. The triangular Wewelsburg castle was renovated with slave labor and intended to become the "middle point of the world;" its northern tower supposedly pointed toward Thule, the legendary place of origin of the Aryan race, which was regarded as most sacred ("Allerheiligstes") on the altar of National Socialist ideology. 17 All of this is nonsense, but highly lethal nonsense.
To better understand the role of Lorenz at the Institute of Musicology at the Ludwig Maximilian University, we need to consider other persons who were then on the scene. How was it for the students of the Institute? What courses were offered, for instance, during the fall semester of 1934? On Wednesdays at 10:00 am one could choose between "Music and Race" with Lorenz or "Introduction to the Psychological Study of Folksong" with Kurt Huber.
18 This is the Professor Huber who worked closely with Hans and Sophie Scholl and other members of the "White Rose" (Weiße Rose) resistance group, and who spoke with enthusiasm about the musical traditions of other peoples and races. 19 Huber was born in
Chur, Switzerland, in 1893 and studied musicology, psychology, and philosophy. Like the Munich musicologist Alfred Einstein but unlike Lorenz, Huber found that he could not complete a Habilitation with the Director of the Institute of Musicology, Adolf Sandberger. Huber came into contact with members of the "White Rose" group in 1942 and he was author of the sixth and final leaflet. 20 He was beheaded on July 13, 1943. Huber's viewpoint diverged very sharply from that of Lorenz. As Pamela Potter has observed, Lorenz was fundamentally concerned to assert the musical superiority of the German race, and music psychology and especially the detailed study of "exotic music" had, in his opinion, been overestimated. He deemed the music of inferior races as inherently bad and called for an end to this fascination born of the false assumption that all races were equal.
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This is Lorenz's argument in his essay "Building Musicology," which appeared in the Zeitschrift für Musikwissenschaft in 1939. 22 He fervently encouraged younger scholars to absorb racial ideology into their work, stressing anti-Semitic convictions in accordance with National Socialist doctrine. In this political context, Lorenz stood for narrowly "systematic" as opposed to "comparative" musicology, which was Huber's field of research. Even after the death of Lorenz in 1939, Huber's work situation at the university cannot have been easy, in part because of the appointment in 1937 of Hans Alfred Grunsky, son of the Wagner scholar Karl Grunsky. The younger Grunsky was made professor of philosophy and psychology that year through the direct intervention of Adolf Hitler, an unprecedented act in the history of the institution. Grunsky was Once installed at the university in Munich, Grunsky showed himself to be a quarrelsome fanatic. His immediate task was to evaluate colleagues; any he identified as Jewish were promptly dismissed. He involved Winifred Wagner in his attempt to defame his philosophy colleague Herbert Cysarz for alleged "Jewishness," branding Cysarz's work with a yellow star, although that colleague was not of Jewish background.
As we have seen, Grunsky had direct access to Winifred Wagner, and the elder Grunsky had long been active in the Bayreuth Circle.
In his detailed study of Lorenz, Stephen McClatchie comments that "the remarkable uniformity of critical opinion about Lorenz's work during his lifetime may be attributed to the then prevailing philosophical and aesthetic climate." 25 It was not, however, simply the "philosophical and aesthetic climate," but rather the brutal politics of the Third Reich that account for the overwhelmingly positive response to Lorenz's writings at that time. Lorenz had already embraced National Socialist ideology earlier, but from 1933 during the Hitler dictatorship, his work was practically immune from critique in Germany.
In an essay from November 1933 on "Richard Wagner as Musician" in the journal Wille und Macht (Will and Power), Lorenz scorned the "destructive liberal mish-mash" of "Jewish-influenced modern music," whereas on the other hand he found that Wagner's works embodied an "organic, communitybuilding National Socialist world perspective." Lorenz concluded that Wagner in his Gesamtkunstwerk achieved a marvelous unification of all arts, just as Hitler had succeeded in unifying the German people.
In the concluding section of his aforementioned essay on "Die Religion des Parsifal" from 1933, Lorenz writes that Most important in this music is that the two main themes which are definitive for the new Parsifal-Religion-the Grail motive and the transformed version of the Communion themedisplay a completely rising, robust affirmative line without the slightest descent. It is thus conveyed to our feelings that the religion Wagner envisioned in his last work for the future of the German people … manifests a thorough strength of will and victorious heroism. 26 Lorenz regards the core meaning of the music drama as an embodiment of the religion of the German people striving toward victory.
One can hardly imagine a better example of the identification of Romantic art with political ideology according to a "metapolitical" model, such as was outlined by Peter Viereck already in the 1940s in his well-known book Metapolitics. 27 Viereck saw a continuity and causality between German Romanticism in the cultural sphere on the one hand, and the rise of the National Socialist tyranny on the other, a development whose common roots lay in categories of evolutionary historicism and totalizing unity. If the case of Lorenz supports Viereck's thesis, this of course involves just one particular interpretation of Wagner's works, an interpretation which, however, surely had considerable currency during the period of National Socialism. It comes therefore as no surprise that Hitler was depicted as a Parsifal-like figure in a poster from the time (Plate 5). No other Wagnerian drama offered a conclusion so well suited to glorification of a new leader replacing the old order. The Führer appears here bearing a Nazi flag while an eagle hovers. The eagle or Reichsadler in the poster is highly stylized, with a mechanized appearance, suggesting a military plane almost as much as a regal bird. The slogan "Es lebe Deutschland!" can be translated as "Long live Germany!" Light streaming from above identifies the leader as a "Lichtgestalt." periods are so often arbitrary. This kind of segmentation may have been pragmatically useful for Lorenz in conducting performances, but it displays grave weaknesses when adopted as an analytical method. In a more recent assessment of this issue from 2002, Werner Breig concluded about the concept of the "poeticmusical period" that "as a technical term for formal divisions in Wagner's musical dramatic works beginning with the Ring cycle. . . it is not viable." 30 How does Lorenz analyze for instance the big scene in the last act of Götterdämmerung (The Twilight of the Gods), with Siegfried's final narrative leading to his restored memory of Brünnhilde and his ensuing murder at the hands of Hagen? For Lorenz, these extended sections of the drama form a so-called "period in A major." In his detailed overview, Lorenz recognizes a three-part arch (Bogen) form. Yet no more than 25 measures of this section's 145 measures are in A major. Lorenz comments that this period "displays extreme freedom" ("in dieser P.
[eriode] herrscht höchste Freiheit"); he experienced difficulty, despite the pseudo-scientific framework of his methodology, in uncovering the "secret of form" in this part of Wagner's drama. 31 Yet Lorenz overlooks crucial form-building aspects, such as how Wagner's treatment of Siegfried's final narrative and death involves a varied musical recapitulation of extended passages drawn from the second and third acts of the preceding drama Siegfried, whereby Siegfried's restored memory of Brünnhilde's awakening serves as the focal point of a tonal duality between E major and C major, followed by a tragic turn to C minor in the ensuing funeral march. This recapitulatory complex is arguably the single largest formal synthesis in all of Wagner's works. 32 The notion of a seamless, systematic periodic succession was a mania in Lorenz's historical work as well, such as in his book Abendländische Musikgeschichte im Rhythmus der Generationen (Western Music History in the Rhythm of Generations) from 1928. This study takes as its foundation the Generationslehre (Doctrine of Generations) stemming from Alfred Lorenz's father, Ottokar Lorenz, a pioneering figure of racial theory. A guiding concept here involves periods of precisely three centuries in duration, which make up in turn ten generations of thirty years each. Inasmuch as Lorenz regards the development of music as based upon two opposing principles, "homophonic rhythm" and "polyphonic introspection," he reduced, as Pamela Potter writes, "music history to a pattern of alternating influence of one principle over the other, climaxing every three centuries." 33 At the Institute for Musicology of the Ludwig Maximilian University Alfred Lorenz was successful. He enjoyed the support of the institute's director, Professor Adolf Sandberger, who was also keenly interested in Wagner and had in 1888 as a young man published an article on Wagner's first opera Die Feen (The Fairies), a study in which however the strong influence of the Venetian dramatist Carlo Gozzi is conspicuously marginalized. 34 On the other hand, the far better qualified Munich musicologist Alfred In 1947, two years after the end of the war, the dean and music professor Rudolf von Ficker was entrusted with the task of evaluating Lorenz's political activity during the Third Reich. Ficker downplayed the issue, classifying Alfred Lorenz as "at most a fellow traveler" ("höchstens als Mitläufer einzustufen") (Plate 6). There were several different categories of involvement or guilt: 1) primary guilt ("Hauptschuldige"), 2) guilty ("Belastete"), 3) less responsible ("Minderbelastete'), 4) fellow travelers ("Mitläufer"), and 5) innocent ("Entlastete").
Plate 6 (from the University Archive of LMU Munich) 35 What would have Lorenz thought about this? Would he not have felt misrepresented or betrayed? The category of "fellow traveler" or "Mitläufer" does not fit to this proud, eager, even indefatigable pioneer of racist National Socialist doctrine, as von Ficker certainly very well knew. 37 Ficker, who had Numerous "Struggle and Pledge" or "Swearing of Allegiance" songs and patriotic "Führer Cantatas" were produced at this time-an entire propagandistic wave-and in that context we can regard Lorenz's forced ideological interpretation of the end of Parsifal as a kind of "Swearing of Allegiance" close (Treuschwurschluss), signaling (in his words) the "willful strength and victorious heroism" of the German people, even if much in Wagner's work contradicts this interpretation.
The use of such terms as "intellectual struggle" ("geistigen Abwehrkampf") against "destruction of our Western culture" ("Zersetzung unserer abendländischen Kultur") is unsettling in relation to a muchdiscussed passage from Hans Heinrich Eggebrecht's book Musik im Abendland (Western Music), in which he writes as follows:
Abendländisch ist … eine Form des Daseins und eine Prägung des Denkens … die besonders dann als abendländisch ins Bewusstsein traten, wenn sie geschichtlich etwa durch islamische, osmanische, heidnische, barbarische oder durch extrem materialistische, entseelt zivilisatorische, zerstörerisch technische Kräfte bedrängt und bedroht wurden. 39 [Western is … a form of being and manifestation of thought … that especially comes into focus as Western when it is historically confronted by Islamic, Osmanic, heathen, barbaric [influences] or threatened through extremely materialistic, soulless, destructive technical forces.]
Ficker's 1947 judgement about Lorenz and Schmidt resonates as well with a 2009 article in the Süddeutsche Zeitung in Munich about murder cases allegedly committed by an SS member, entitled "In Doubt for the Accused," attesting that "the impression arises that the process of justice serves the victims less than the accused." 42 That brings us at last to Thomas Mann's weighty lecture of 10 February 1933 on "The Suffering and Greatness of Richard Wagner," a lecture held before an audience of 500 listeners in the Auditorium Maximum of the Ludwig Maximilian University, a space adjacent to the Musicological Institute. Mann's critically differentiated, artistically nuanced interpretation of Wagner's works deserves respect and remains relevant. A point of emphasis in his interpretation lies in the recognition of the cosmopolitan character of this artistic legacy. Toward the end of Mann's text is a passage missing from the original typescript of the Munich lecture, which is held at Yale University, a passage which must therefore have been inserted into his text. 43 In these sentences, Mann stresses that Es ist durch und durch unerlaubt, Wagners nationalistischen Gesten und Anreden den heutigen Sinn zu unterlegen -denjenigen, den sie heute hätten. Das heißt sie verfälschen und mißbrauchen, ihre romantische Reinheit beflecken.
[It is absolutely unallowable to attribute to Wagner's nationalistic gestures and statements a contemporary meaning-the meaning, that they would have today. This is to falsify and misuse them, to soil their romantic purity.]
Mann's standpoint is thus precisely the opposite of Lorenz, who emphasized Wagner's so-called "prophetic thoughts about leadership of the Führer" ("prophetische Gedanken über Führertum"). That Thomas Mann's lecture served as a pretext for the so-called "Protest der Richard-Wagner-Stadt München" casts light on the catastrophic circumstances in the cultural life of the city at that time. Sadly, the "Protest" stemmed not from party hacks but from distinguished musicians, especially the conductor Hans Knappertsbusch in association with the composer Hans Pfitzner. 44 Thomas Mann was by that time well known as a long-standing defender of the Weimar Republic and opponent of the National Socialists. 45 The world-renowned novelist and Nobel prize-winner Thomas Mann was threatened with possible deportation to Dachau and forced into exile, while the blinded fanatic Alfred Lorenz, who promoted the dissemination of the National Socialist cultural program, received high respect. This is doubtless a nadir, probably the lowest point altogether, in the history of Wagner reception. Wagner reception is-not unlike his artworks-a genuinely complicated subject. I first intended to concern myself just with the first period of this reception history, stretching from the composer's death in 1883 until 1945-embracing the period in which Lorenz played a leading role-but I have become deeply drawn into the historical developments that form the background of Wagner reception, and with which
